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Part of the exercise of considering a range of perspectives and strategies for using and communicating practices of AR is to look to other contexts to compare and contrast, or simply to provoke discussions about the state of these practices on a larger scale. Of course, different systems of education, cultural policy, and funding programs in international contexts pose a challenge when comparing methods for conducting-and, therefore, ways of defining-AR. So in order to focus a discussion about different situation-specific experiences, and to briefly consider how my own relationship to certain criteria may or may not be shared with others, what I offer here is a reflection on the crux that AR aims to address using an international example as a point of reference.
After having completed a traditionally taught master's thesis in European theatre at the University of Edinburgh, and despite having experienced curious and innovated performances outside an academic setting, the idea of experimental research design in a performance studies context was relatively unfamiliar to me. And yet, as I began my doctoral program at the University of Toronto (U of T) in 2012, it became increasingly obvious that the only way to address my research question(s) was through this kind of orientation toward process-through praxis methodologies.
My doctoral research concentrates on sensory experience in one-to-one performances that focus on manipulating, or drawing attention to, audience members' physical senses, often in overt or unusual ways. One most obvious example of such a practice is the trend of blindfolding audience participants. This is a dramaturgical tactic employed by many contemporary theatre companies, and an experience that is becoming increasingly familiar to (if not expected by) regular experimental and immersive genre theatregoers. Dark dining events, popularized for international audiences by the restaurant chain Dans le Noir, but having deeper connections with experimental practices in dance and interactive movement as well, are a good example. It seems that by temporarily withdrawing the capacity of otherwise sighted individuals to process information about their environment visually, one apparent objective is to intensify the dining experience through heightened awareness of smell, sound, and touch. These events thus use sensory modification 1 as a way to provoke unexpected, or at least unfamiliar, experiences.
The premise of these performances relies to a large degree on the excitement and flexibility of audience members who willingly accept the blindfold in anticipation of something extraordinaryperhaps more extraordinary than the already unusual and imaginative circumstance of a theatrical event. Performances that blindfold audiences within more traditional theatrical settings have also become popular, especially in London-for instance, Max Stafford-Clark's 2 current production of Beckett's All That Fall-to the point where publicity advertising a "blindfolded theatre experience" has become practically mainstream. Blindfolded walking tours are yet another example of types of performances that centre on this kind of manipulation. In contexts that privilege visual experience and aesthetics, sometimes to the point of sensory overload, it is by no means surprising that contemporary theatre is playing with everyday perceptual experiences in order to extend the impact of the artistic and otherworldly experiences that they aim to create.
Off-shoots of performances that revolve around blindfolding audience members are increasingly common in their own right, as is the writing about them. This inevitably instigates conversations about these performances' relationship to a wide range of concerns and experiences: ethical, social, political, aesthetic, economic, sensory, and psychological. Clearly this subject is vast and complex; the point I wish to make, however, is that amidst the wealth of examples of and discussions about blindfolded theatre, little practical research has been done that actually tests, dissects, and articulates discrete aspects about what may or may not be happening when an audience member is momentarily deprived of visual access to information. What is the intention behind the blindfold? What is its affective potential? How does withdrawing sight inform or reimagine the audience member's expectations and experiences? Does it inherently enhance the performance experience-and, if so, how? On surface level, these are perhaps basic questions. Yet delving into them in detail brings out the many complications, caveats, and conundrums that come along with researching human experience vis-à-vis a specific dramaturgical strategy (i.e., the blindfold). Add to that the many and complex variables associated with a performance environment-especially one that hinges on the precarity of audience participation.
The development of my performance experiments 3 was rooted in a primary question, which expanded and multiplied the more closely I examined it: "What happens when an audience member's senses are manipulated during performance?" In taking the time to delve into the profound details of this discrete aspect of performance, I was able to more thoroughly examine and more meticulously interpret a certain set of questions, experiences, or observations in ways that are otherwise not possible via traditional methods and protocols. We can understand the extant range of practices of AR in this manner-as systematic and hyper-reflexive processes for exploring questions in part to discover other more exact, or even more vital, ways of asking, and revealing, questions.
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The value of AR as a process-oriented methodology lies in its capacity to gain access to knowledge that might otherwise be inaccessible via a traditional, disciplinespecific research protocol.
A central theme of AR is discovery of new knowledge(s) about the complex dynamics of performance, as well as about the variations of methods and practices that make these discoveries possible. Significantly, none of this need necessarily operate with the idea in mind or expectation of a foreseeable production or future performance. What has emerged through my own work with practicebased research (PBR) methodologies, and indeed something that is of central importance for many AR endeavours, is an understanding that the process itself can be "the thing." Again, the value of AR as a process-oriented methodology lies in its capacity to gain access to knowledge that might otherwise be inaccessible via a traditional, discipline-specific research protocol. As such, AR can be understood contextually, both within the field of performance studies in academic settings as well as outside academia, as an approach for discovery. That is, it can be understood to be less about experimentation geared toward a production and more about experimentation aimed at systematically investigating and articulating understandings about a specific question. Within this interpretation of AR, then, we might in turn ask how a performance or production functions as part of a wider inquiry, rather than as the end goal in itself of the research. In other words, as opposed to asking how the research serves a performance/production, we might ask: how does a production/performance serve the greater research?
My own experience using elements of PBR to develop a series of performance experiments is itself a form of AR, one that works with an adapted model of observation, action, and analysis in a way that charts and interprets the range of possible effects of manipulating the sensory experience of audience members. When considered ctr 172 fall 2017 within a framework of shared criteria-process orientation, knowledge generation, and utility/transferability-colleagues beyond our Canadian context can be seen to demonstrate other forms of AR in their work that both correlate with and diverge from my own. Falk Hübner is a professional composer and maker of music theatre, higher professional education teacher (a category I explain below), and performance researcher based in the Netherlands. He achieved his doctorate in AR through the collaborative program DocARTES developed relatively recently between (among others) the University of Leiden and the Royal Conservatory in The Hague. Working now in Utrecht at both a conservatory and a research centre, he conducts his work in a way that facilitates a conversation between these two separate institutions.
Systems of post-secondary education in the Netherlands are divided into two streams: universities, which are research-based and offer degrees from undergraduate to doctoral levels, 4 and higher professional education institutions, which do not offer PhD degrees, but rather focus primarily on practice and offer bachelor's and master's degrees in professional performance (e.g. in music). Currently, the only coordinated program between these streams that facilitates doctoral-level AR is that in which Hübner studied, and the onus is on the student to create connections between academics and professional practitioners. Hübner's hope is that coordinated programs that train professional musicians, for instance, in research-based skills, and that make it possible for musicians to conduct scholarly research through their professional practice, will proliferate.
Working with Bruce Barton as a graduate student at U of T's Centre for Drama, Theatre and Performance Studies, I have been able to examine unconventional practices in audience response research. I have received support in making arrangements for performance experiments that employed several professional actors and that required volunteer participation from different artistic and academic communities affiliated with and outside of the university context. Unlike Hübner, I was not practicing an artistic craft in and for this research, but rather putting together and managing a set of experiments that relied on the participation and artistic experience and expertise of professional actors. So, rather than using personal artistic training and practice to explore a research question, my observations and documentations are dramaturgical in nature. I rely on the involvement of other artists and my adapted PBR model shapes the way I organize and look at sensory experience in performance, which must necessarily be examined through the doing of it. The knowledge I gain through this experimental research design can therefore be understood as discovery about the effects of certain sensory-focused dramaturgical strategies through theoretically informed and carefully designed trial and error, using one-to-one performance as the mode of experimentation. It is as much about the speculations I make regarding the data I generate as it is about the multifocal directions these data indicate. In other words, information I gain through this process inevitably points toward other investigations that can and should take place; it points to other questions that could (and did) only emerge through the initial hands-on experimentation.
The knowledge I gain through this experimental design can therefore be understood as discovery about the effects of certain dramaturgical strategies … through theoretically informed and carefully designed trial and error.
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practice with scholarly skills in writing and articulation." Indeed, there is an inestimable value to artists/researchers being able to formulate and express the knowledges they acquire through their practice in ways that can be understood and appreciated (perhaps even elaborated upon) in other artistic and non-artistic contexts.
The criterion of utility is a significant one, especially in situations where what is learned through AR can potentially have impact in multiple forums and across traditional disciplinary divides. Hübner describes a collaborative project he was involved in where artists and neuroscientists worked together to learn more about the ways in which children suffering from a rare form of seizure could express their lived experiences and discover diverse methods (such as expression through music) to convey what it is exactly that they feel during these neurological events. 5 The benefit of introducing artistic practices into this project has to do with addressing a relative gap in the research about this condition, where scientists cannot know exactly how the children feel about/during these seizures-in other words, what is their affect. The experience of this collaborative approach that Hübner describes not only demonstrates the merit of artistic practice in a broader research framework. It also, and perhaps more significantly, highlights the productive advantage of a clearly articulated practice in circumstances that require multi-or interdisciplinary communication between researchers from both artistic and non-artistic fields.
In another example, Hübner describes a cellist who is highly experienced in his craft and familiar with bringing his artistic expertise to other non-artistic contexts and organizations, and yet who is much less familiar with communicating his embodied, artistic discoveries in such a way as to relate to skills associated with more traditional (or transferrable) research. This example prompts a critical discussion about the strategies that professional artists/ Being able to clearly communicate the various kinds of knowledges acquired through processes of AR is both an essential task and a weighty one, given context-specific and discipline-specific expectations for what knowledge is. Indeed, as Hübner puts it, "the challenge is that the knowledge we as artists develop is not necessarily acknowledged by the other non-artistic disciplines." This challenge evokes the vital link between processes that create/ convey new knowledge and utility and transferability. What is the advantage of discovery through AR if it cannot be interpreted in a wider context, or if the knowledge itself is lost in translation once the research moves beyond the boundaries of its specific discipline (or even just shifts beyond its niche within that discipline)? Arguably, a paramount undertaking for current and upcoming generations of artists/scholars is to build on the significant strides that the many iterations of AR have made and to continuously work to make more precise exactly how we understand and define these processes as we use and (re)shape them. Part of this duty, as Hübner describes it, is "to formulate the integration of artistic Falk Hübner's I will carry you over hard times (2016) practitioners use to effectively share their research discoveries, which evokes the enduring question: How is knowledge articulated and disseminated so as to not only serve one's own research but also to benefit others in various contexts? The point I want to distill through this consideration is that the crux of AR-transferability-lies quite significantly in the capacity for the practitioner (who is adept at their craft but perhaps unfamiliar with the research-based articulation of it) to communicate their embodied knowledge. Hübner's cellist has learned valuable knowledge through his professional practice, but he does not have the training or experience to communicate this practical knowledge in contexts beyond his own (i.e., the artistic one).
In situations where knowledges gained through practice might have applications and advantages beyond a particular discipline or project, our discussion turns to the importance of how to effectively share these discoveries in such a manner that they might attract sustained interest and investment. It is one thing to demonstrate an important insight learned through artistic practice and another thing to have the capacity to share it in such a way 
